.
in France reflected in the networks and partnerships which the institution fosters with diverse and urban populations?
Two conceptual frameworks are especially useful for thinking through these questions. First of all, the urban or city frame can be a particularly illuminating entry point into discussions about historical memory. Such debates are often closely imbricated with discourses about cultural and national identity. However, if we think about identity through the city rather than the nation, as Kevin Robins (2001) invites us to do, we can therefore begin to problematise some of the assumptions that are made about identity and memory in academic, political and 'everyday' language. As noted by Andreas Wimmer and Nina Glick Schiller (2008) in their work on methodological nationalism or Ulrich Beck (2008) in his work on the cosmopolitan perspective, themes such as identity are often discursively constructed within national parameters, involving little acknowledgement of transnational and multiple forms of identity which go beyond a 'container model of society' (Wimmer and Glick Schiller 2008, 105-106) . On the specific question of memory, recent research such as that carried out by Nicolas Bancel, Pascal Blanchard and Sandrine Lemaire (2005) or Fiona Barclay et al (2013) has also demonstrated that the national paradigm dominates both scholarly and political discussions of France's collective relationship to the past.
2 So by taking the urban frame as a starting point for an investigation into memory and identity, other hitherto marginalised voices may be more likely to emerge: 'If the nation is fundamentally about belonging to an abstract community, […] then the urban arena is about immersion in a world of multiplicity...' (Robins 2001, 87) . Or, as Anne Querrien argues with regards to the French intellectual approaches to the city: '...la ville est le plus beau des biens collectifs, l'incarnation locale de la république…' ['…the city is the most beautiful of collective assets, the local manifestation of the republic.'] (Querrien 2000, 359 , added emphasis).
The second conceptual framework which can be fruitful for discussions of historical memory concerns the notion of the margins, since, as Russell Ferguson asks, 'When we say marginal, we must always ask, marginal to what?' (Ferguson et al 1990, 9 ). Ferguson's question invites us to think about how margins exist and develop in relation to dominant discourses about culture, memory and identity. In spatial or urban terms, the margin or periphery exists in relation to the city centre--historically the locus of cultural, political and social prestige and legitimacy. Ferguson further underscores the dialectic nature of centre and margin, stating, 'Margin and centre can draw their meanings only from each other. Neither can exist alone.' (Ferguson et al 1990, 13) It is perhaps the relationality that is implicit within the very notion of the margin that means that we should envisage the margin as a fluid and moving entity, or as bell hooks puts it 'the site of radical possibility, a space of resistance
[…] of counterhegemonic discourse' (hooks 1990, 341) . In French urban studies, the study of marginality in the contemporary context has chiefly focused on the banlieue (see for example, Marchal and Stébé 2012 , Tissot 2005 , Dubet 1987 ), however, even within studies of the 'ville' intra muros, urban thinkers such as Lefebvre or de Certeau have been engaged in a critical investigation of the social dynamics found within cities and the tensions which exist between unity and difference, isolation and encounter, plurality and praxis (Querrien 2000, 363) . It is this understanding of the margin or marginality in terms of tensions, social fluidity and political potentiality which informs my discussion of the Musée de l'histoire de l'immigration (MHI).
As a cultural institution, the MHI occupies both 'margin' and centre. requiring education programmes to emphasise the 'positive' aspects of colonisation, restrictive measures regarding the education rights of clandestine immigrants and civil protest against these measures), required great sensitivity and care so as to be able to move beyond the contemporary-focused debates about immigration, since, as they put it: '…who wants to visit a site signalling the existence of a "problem"?' (Poli, Louvier, Wieviorka 2007, 15) . 5 As
Marie-Hélène Joly points out, until the opening of the CNHI, museum exhibitions dedicated to immigration were extremely rare in France, possibly due to the perception that the subject is a politically sensitive one (Joly 2007, 72 Bancel and Blanchard (2007) , Poli, Louvrier and Wieviorka (2007) all concur that a paradigm of integration lies at the heart of the aims of museum, whether that be in the objective of developing a 'collection nationale' (Gorgnet 2007, 30) or whether it is in the fact that the museum clearly does not adopt an ethnicised 'communities-based' approach to its work (Joly 2007, 75) . It is this central tension in the work of the MHI that I focus on in this article and I argue that it is possible to understand this paradox in terms of two interrelated processes: internal and external marginalisation. Hence I am working with the notion of the margin as both a space (cultural, geographical, intellectual, political) as well as a process (i.e.
processes of marginalisation as leading to the exclusion of certain narratives about immigration in France which take place both within and beyond the museum itself). This central tension within the MHI, namely the ways in which it discursively, politically and geographically occupies both margin and centre can arguably be seen to lie at the heart of the main dilemma underpinning the museum's mission: how to recognise France's cultural diversity whilst maintaining an overarching and teleological narrative about the integration of The third photographic image to be used in the campaign depicts North African immigrants disembarking from a ferry named Le Liberté, which has made the crossing from Algiers to Marseille. The photograph, taken by Jacques Windenberger is accompanied by the following caption -'Nos ancêtres n'étaient pas tous des Gaulois' ['Our ancestors were not all
Gauls']. This can be regarded as a further light-hearted allusion to the way in which the national curriculum's approach to history in the colonial era adopted a misleading approach to cultural diversity.
A fourth black and white photograph used in the advertising campaign was that of a dancing couple and was taken from a series of photographs exhibited at the Lebovics points out, Sarkozy did not attend the official opening of the CNHI and was far more interested in attempting to establish his own presidential museum in the form of the aborted museum of national history (Lebovics 2014) . Nevertheless, the challenges regarding the visibility of the museum do not detract from innovative and dialogic aspects of the MHIan issue to which I turn in the next section.
A dialogic museum?
In his analysis of New York's Chinatown History Museum, John Tchen argues that a dialogic museum is one which accommodates a 'multi-vocal history' and which brings together 'members from [our] various constituencies ' (1992, 286) . Tchen observes that a 'dialoguedriven museum' will involve 'mutual exploration' of 'memory and meaning' (291) and disrupt dichotomies of historical personal memory versus academic scholarship. In a related move, Viv Golding and Wayne Modest seek to eschew museological paradigms which situate the curator in binary opposition to the communities they supposedly serve or seek to educate in order to think through the conditions which favour the emergence of 'new collaborative paradigms within museums and at their frontiers ' (2013, 1) . Thus the notions of multiple voices or 'polyvocal practices' in museums are foregrounded in Golding's and Modest's discussion of a shift towards 'the sharing of curatorial authority' (1). Ethnographic collections coordinator at the Galerie des dons, Hélène du Mazaubrun points out that -as argued by anthropologist Marcel Mauss -the act of gift-giving is highly symbolic in that it implies a process of social exchange which creates social bonds through the associated expectation of reciprocity (Mazaubrun 2014) . For Mazaubrun, the principle of reciprocity within the Galerie des dons is social in nature because it is via the act of the 'don'
It is of course arguable that the
[gift] that an individual story becomes part of a collective history (Mazaubrun 2014, 124) . Du
Mazaubrun highlights the fact that the Galerie des dons at the MHI is an original and indeed unique concept in the French museological context whereby it is extremely rare for objects to be used in a testimonial form in museums and if they are, they tend to be restricted to temporary exhibitions rather than as part of the permanent collection as in the case of MHI. It is useful to cite at some length the definition and presentation of the Galerie des dons as presented on the Museum's website:
The Museum of the history of immigration is conceived as an interactive space. Any visitor who wishes to entrust the migration trajectory of his/her family is invited to present a part of their personal history to the museum, be it individual or collective, private or unique. Objects and photographs, often passed on from generation to generation, are thereby displayed in the Gallery of Gifts. In this original and unique space, they become part of a collection at the heart of a common national heritage in order to tell life stories which make history.
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This presentation of the Galerie des dons is striking since it appears to encapsulate the main tensions which are at the heart of the MHI project, namely how to foster recognition of post-migrant cultural diversity without displacing the national and nation-state framing of French culture. Mazaubrun (2014; repeatedly makes the point that the Galerie allows an intersubjective approach to the Other because it surpasses the limited notion of a museum of the Other in order to move towards a museum of a 'musée de "Nous Autres"' ['a museum of "Us Others"'] (Mazaubrun 2014, 125; Mazaubrun 2012, 3) : 'On entering the museum, the individual trajectories reveal the social mechanisms which give meaning to the collective, the move from the singular "I" to the "we" of the French nation.' (Mazaubrun 2012, 126) . 20 The transgression of the boundary between Self and Other is what facilitates a subjective and active approach to what Mazaubrun calls 'immigration heritage' (patrimoine), which effectively de-centers the national or state-dominated narrative about immigration in France (Mazaubrun 2014, 125) , thus contributing to a widening of the very notion of 'French heritage'. Indeed, she claims that via the Galerie, the MHI is not just exhibiting heritage but is in fact creating it in collaboration with civil society. The production of that heritage is no longer solely the domain of the experts, i.e. curators, historians and this significantly shifts and broadens traditional understandings of heritage and the museum, both in material and temporal terms (Mazaubrun 2012 ).
Despite such claims, it could also be argued that the 'entry' of the Gallery of Gifts artefacts into the common national heritage resonates with Sharon J. Macdonald's claims that historically, 'Public museums […] were from their beginning embroiled in the attempt to culture a public and encourage people to imagine and experience themselves as members of an ordered but nevertheless sentimentalised nation-state ' (2012, 277) . Mazaubrun herself states that the act of donating an object, which testifies to the migrant experience of an individual's family history, in some ways mirrors the very process of integration in that, '"the foreigner becomes French heritage"'. (Mazaubrun 2012, 3) . 21 The emphasis 'exil, 1954-1962 -can be regarded as challenging subject matter.
Nevertheless, as Labadi (2013) highlights, the notion of 'museum friction' (Kratz and Karp 2006), which points to scenarios whereby certain discourses are disrupted or challenged through a museum's collections, is not always at work within the MHI.
Concluding remarks
In summary, it can be argued that, on the one hand, the MHI is an original and innovative cultural institution mainly because of its network of civil society partners and its collaborative curatorial practices as exemplified by La Galerie des dons and joint exhibitions with the Network of civil society partners. Both these elements thus demonstrate a dialogic approach to museum practice whereby hitherto marginalised migrant voices are encouraged to move from margin to centre--from civil society to cultural institution. Yet, on the other hand, it seems that in some ways the MHI as a cultural institution still occupies the 'margins' due to the fact that it is some distance from the main cultural attractions of the central Parisian arrondissements, as well as the manner in which its legitimacy has at times been called into question by anti-immigrant political discourse in France. Beyond these processes which are external to the institution, we can speak too of processes of internal marginalisation. These arise from the ways in which the MHI can be seen as an institution which marginalises certain aspects of its own project, such as the colonial past and the colonial dimension of the Palais de la Porte Dorée, contemporary postcolonial discriminations related in particular to the sans papiers movement or Islam. It remains to be seen, therefore, whether the MHI will be able to reflect the 2013 advertising slogan 'L'immigration ça fait toujours des histoires' ['Immigration always makes a story'] in the sense of making waves or ripples through debate, dialogue and the creation of museum friction over what is perceived to be a 'difficult' but important issue.
